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Abstract 
This paper presents a case study of the conservation of an oil painting produced by the Romanian inter-war painter Cornel 
 
One of the main problems of the art-work for which I had to find an appropriate solution, was the deformation of the 
intervention has led to the formation of air pockets between the canvas and the pressboard.  
Another important issue in the conservation process was the cleaning of the art-work. Its entire surface was covered by a thick 
layer of adherent dirt. 
ing, the conservation work undertaken entailed other 
interventions as well, all aimed at bringing the painting in a stable state of conservation and at the same time restoring its 
intended, aesthetically appropriate form. 
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1. INTRODUCTION 
Dating to the 1930s, this post-impressionistic painting depicts a landscape that inevitably reminds us of 
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n the western part of Romania. The subject of this 
case study (Figs. 1, 2) belongs to a private collection and was produced by the inter-war Romanian painter Cornel 
-
landscapes, cloudless morning skies, sunsets ref
the Mediterranean Sea. Endowed with a sense of chromatic orchestration, he knew how to capture and suggest a 
general mood depending on the dominant color of the painting. The color-tinted greys, as well as his diaphanous 
Medeleanu [1]  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
2. THE CONSERVATION STATE OF THE PAINTING BEFORE THE CURATIVE INTERVENTION 
     After examining the painting I concluded that it is an oil painting on canvas marouflaged on pressboard. The 
impressions left by the nails on the edge of the brim indicate that initially the painted canvas was extended on a 
wooden stretcher. From the very beginning I asked myself why the painter himself, most likely, had decided at a 
certain point to marouflage the canvas on another support. There was no evidence of tears or other major 
degradation that would require such a treatment measure. I believe the most plausible explanation would be that 
the artist wanted, for unknown reasons, to reuse the canvas stretcher for another work. 
     As regards the preservation state of the painting, one of its main problems consisted in the deformation of the 
canvas, especially in the upper right part, as a result of the formation of air pockets (Figs. 3, 4) between the 
canvas, the original support of the painting, and the pressboard, on which the art-work was marouflaged. The 
formation of the above-mentioned air pockets was due to an incorrect marouflage process. The causes of this 
phenomenon could be multiple, ranging from the use of a weak or, on the contrary, too concentrated adhesive in 
inadequate amounts, to an improper pressing process of short duration of the recently marouflaged painting.  
 
 
 
 
 
 
 
 
 
 
Fig. 1: The painting before the conservation 
procedure. 
Fig. 2: The reverse of the painting before 
the conservation procedure. 
 Fig. 4: Detail of the deformation of the 
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In certain areas where the deformations of the support were present, small abrasions were also visible on the 
color layer.  
One could also notice that the entire pressboard on which the painting was marouflaged was slightly deformed. 
     Another important problem related to the proper preservation of the painting, was the thick layer of adherent 
dirt covering the entire area of the painting. Visually, the perception of the painting was deeply affected. The 
richness of the chromatic tints and the sensitive color contrasts desired by the artist had been reduced to a general 
monochromy. Examination of the work under UV light revealed that the painting was not protected by a layer of 
varnish.  
 
3. THE TREATMENT OF THE PAINTING 
After closely studying the degradation phenomena and evaluating the preservation state of the work I started 
the conservation procedure of the art-work.  
From the very outset of the conservation procedure I had to decide upon the best approach to remedy the 
deformation of the support and the presence of the air-pockets. 
The first option I took under consideration was non-intervention. In view of the fact that the work was in a 
relatively stable state of conservation, I could have chosen to leave the deformed areas of the support untouched 
for the moment. 
The areas where this phenomenon was present were aesthetically very disturbing thus precluding a proper 
perception of the painting. So, from this point, that cannot be neglected, I have considered that an intervention is 
imposed.  
Therefore, initially I considered the possibility of applying a consolidation procedure to the affected areas, by 
locally injecting an adhesive and then flattening the areas by weighting. Knut [2] 
As an adequate pressing of the surface was impossible given both the wide area covered with air-pockets and 
their rigidity, I opted for a more complex intervention, namely the separation of the painted canvas from the 
present support, followed by the flattening of the canvas deformations and its re-extension on a new wooden 
stretcher. 
Several important aspects have contributed to the final decision, such as: the fact that the canvas was initially 
extended on a wooden stretcher and it was in a good enough conservation state to allow its adequate re-extension; 
the fact that the adhesive used to marouflage the painting, an animal glue, had lost its original adhesive-cohesive 
properties to such an extent that the separation of the canvas had been rendered quite feasible without the risk of 
subjecting the work to unjustified tension in the process; the fact 
that this solution I deemed the most efficient approach aimed at 
reducing the deformations of the support and restoring the initial 
image of the art work. 
After a general light dusting operation, I prophylactically 
secured the entire painted surface of the work in order to protect it 
during the intervention on the support. The facing was carried out 
using Japanese paper and fish glue 3%, applied with a brush. 
Then came the delicate operation of separating the painted 
canvas from the pressboard. The removal procedure was made step 
by step, avoiding as much as possible tensing the canvas. The 
adhesive used, was extremely oxidized and it had lost its initial 
qualities so I did not face great difficulties from this point of view. 
Fig. 5: Detail during the mechanical cleaning of 
the reverse of the canvas. 
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The reverse of the canvas was mechanically cleaned (Fig. 5) with the help of the scalpel. Upon noticing how 
easily the removal of the old glue from the canvas proceeded I concluded that the intervention was indeed 
necessary. The animal glue, which was meant to fix the painted canvas onto the pressboard had lost its role as a 
stabilize the painting. 
Once the reverse of the canvas was cleaned I started a progressive and slow operation of flattening the textile 
support in the areas exhibiting deformations. This was achieved through the application to the reverse of the 
painting of several appropriately placed compresses. As a first step, the area of intervention was moistened with 
the help of slightly humidified filter paper. Thereafter it was lightly ironed at 50-60°C, and finally the softened 
area was placed in a cold press using a piece of marble for a weight. The delicate and repeated intervention 
proved to be efficient, reducing the deformations of the support to a significant percent taking into account the 
age of the support. 
The original stretching edge on which the canvas had been stretched in the past was only partially preserved. 
Thus, for an appropriate re-extension of the canvas on the stretcher I made a strip-lining for the textile support. 
After the preparation of the fabric strips made of linen canvas just as the original canvas, they were attached to 
the canvas by the hot-seal method using an adhesive based on a mixture of a synthetic resin and microcrystalline 
wax (Bewa 371). 
The next operation was the re-extension of the canvas on a newly manufactured wooden stretcher. The textile 
support was tensed gradually during this operation.  
After carefully removing the Japanese paper protecting the paint layer, I continued with the cleaning operation. 
The cleaning was necessary for two important reasons. First, to remove the thick layer of adherent dirt, which 
covered the whole painted area, so as to restore the original chromatic intensity of the art-work. Second, to be 
able to varnish the painting afterwards thus offering it protection against mechanical and atmospheric stresses.  
With a view to performing surface cleaning, and given the characteristics of the surface to be cleaned, I turned 
my attention to the possibility of using a cleaning methodology based on aqueous solutions.  
An important fact I had to take into consideration when choosing an adequate solution for the cleaning 
procedure was that the painting had not been varnished, and therefore the layer of adherent dirt was in a direct 
contact with the layer of color.  
Another important aspect I took into account, in order to protect the layer of color, and in choosing a cleaning 
methodology based on an aqueous solution, was that water itself is a good solvent for materials such as deposits 
of adherent dirt, and, at the same time, a very bad solvent for oils. 
es as a solvent, I intended to draw on them 
as well as maximize them by controlling the pH of the solution and also by adding other 
elements which through their qualities would enhance the cleaning power of the 
solution.  
Thus, I have decided to test an aqueous solution, based on citric acid and 
triethanolamine (TEA). As much as possible, I avoided adding a surfactant to the 
solution, in order to minimize the remaining residues. Stulik et al. [3] 
The measurements showed that the pH of the painted surface covered with dirt was 
6.6, thus slightly acidic. Several aqueous solutions, with different pH values, ranging 
from 6.5 to 8 were tested. As expected the solutions with a pH above 7 proved to be the 
most efficient (Figs. 6, 7). Increasing the pH to values above 7 will always have a 
general surface-cleaning effect. Most of the weakly acidic materials in soils will be 
fully ionized at that point and will be rendered water-soluble. Wolbers [4] 
Based on the cleaning tests I have opted for using an aqueous solution prepared as follows: 
Fig. 6: Detail from the 
cleaning tests. 
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To 100 ml of deionized water, 0.5 g of citric acid was added and then, stirring 
continuously, triethanolamine was also added drop by drop in order to dissolve the acid as 
well as to adjust the pH of the solution to the desired pH value of  8. 
For the cleaning procedure I specifically avoided using a solution with a pH value 
above 8. Cleaning can be performed at higher pHs as well, however that could cause an 
added disruption of the oil surface itself, which could saponify or break down.  
The contact time with the surface during the cleaning was minimal, followed by a 
slight rinse of the treated surface with deionized water. The rinsed surface was 
subsequently allowed to air dry. 
Following the cleaning operation I proceeded to filling the small defective areas of the 
picture layer which had appeared in certain parts where the support had deformed. The 
filling I used, one based on 9% fish glue and Champagne chalk, was chosen to be 
compatible with the original ground. What I intended was the obtention of a filling that 
was optimal in consistency, one I would be able to apply by means of a brush. 
After removing the surplus and leveling off the filling, I varnished the art work. Even though the work had not 
been varnished initially I deemed this necessary for a better preservation of the painting. From a visual point of 
view the varnish layer imparts deepness and lightness to the painting and, as desired, a matt or glossy appearance. 
The application of the varnish was also supported by the idea of offering the rough, uneven surface of the color 
layer a more uniform light reflection. Thus, I have opted for a glossy 20% dammar varnish, which was applied by 
brush. 
The next operation consisted in retouching the small defective areas of the painting. For this I employed 
mimetic retouch using a technique based on resinous retouching paints. 
At the end of the intervention I have applied a last thin coating of aerosol type glossy varnish (Figs. 8, 9). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
4. CONCLUSIONS  
The primary aim of the conservation intervention was that of bringing the work back to a stable preservation 
state.  
     Furthermore, I consider that the operation also fulfilled the additional purpose of restoring the painting to its 
intended, aesthetically appropriate form.  
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